to one set of solutions or approaches to the ills and deficiencies of organizational cohesion, competitiveness or even epistemology, it seems they are profaned in the name of some new holy orthodoxy or near saintly innovation. Generally, such approaches can be characterized as either objectivist and largely practitioner oriented, or subjectivist and thus frequently, though far from exclusively, less economically performative in nature. Examples of the former include flexible specialization, knowledge management and business process re-engineering, whereas the latter emphasize the 'softer' issues within organizational life such as culture, emotion and sexuality.
Over the past three or four years this list has been most notably added to by a concern with organizational aesthetics and what can loosely be termed 'aesthetic knowledge' within organization studies. Embraced by a number of practitioners and academics alike, this has offered a new and somewhat esoteric means of both managing and analysing organizational life. Represented as both a resource (Schmitt and Simonson, 1997) and an epistemological disposition (Strati, 1999) , it is, in many respects, profoundly in tune with the post-rationality of both post-excellence management thinking and postmodern academic theorizing. For those concerned with performance, it suggests a mechanism by which the intellectual dimension of human cognition can be bypassed, generating a profoundly embodied and thus sensual relationship between employee and company.
1 Where a more academic agenda has been at work, however, the arational nature and non-conceptual engagement with materiality that a concern with the aesthetic affords has tended to contribute to an alternative epistemological strategy-one that often focuses on accessing the darker, hidden recesses of the quotidian dimensions of organizational life (Burrell, 1997) .
In this particular article, and somewhat in contrast to the approaches identified above, I want to propose that an informative contribution to any critical understanding of the relationship between organization and aesthetics can be made by a semiotically driven analysis of the ways in which, by virtue of their aesthetic qualities, artefacts function as what Gell (1992) describes as technologies of enchantment; that is, of the ways in which particular material artefacts can be understood as media that are aesthetically inscribed with meaning and directed towards 'securing the acquiescence of individuals in the network of internationalities in which they are enmeshed' (Gell, 1992: 43) ; or, to put it more specifically, as purposeful interventions into the realm of cultural economy that operate by virtue of their ability to mediate the space that exists between the intellectual and the aesthetic, the conceptual and the non-conceptual. Underpinning this claim, therefore, is the proposition that, although all artefacts may in themselves signify particularly dominant regimes of meaning or activity, it is the aesthetic (or aestheticized) coding or structuring of their materiality that provides them with the capacity to enchant-seemingly to reach beyond and beneath intellectual cognition and engage directly with the sensual, the somatic and perhaps even the surreal, potentially making the management of meaning (Smircich and Morgan, 1982) within organizations that little bit more effective and efficient.
One possible advantage of the approach I develop here is that it adds to our ability to develop critical insights into the ways in which dominant regimes of meaning are produced, reproduced and communicated both within and outwith the organizational domain.
2 This is made possible by an acceptance of the idea that aesthetic enchantment is itself a socially grounded phenomenon. Hence, what it is that may enchant us is not ahistorical or essential but rather, as Berger (1972) notes, is bound up in a complex web of socio-historically constituted experiences, meanings and expectations. As such, it alerts us to both the sociocultural locatedness of aesthetic experience and its political dimensions, which, in turn, opens up the possibility of conducting a critical analysis of the aesthetic dimension of material artefacts as themselves aestheticized regimes of meaning. Equally, however, such a mode of analysis is able to recognize that the virtue of the aesthetic as a carrier of meaning, or indeed ideology, is that it operates at a level that appears to be beyond the intellectual, beyond the rational, and yet, at the same time, combines these in such a way as to generate not only highly persuasive belief systems but potentially powerful modes of being and doing.
I therefore suggest that, although it is not sufficient simply to try to reduce aesthetic experience to a purely intellectual level, it is possible to submit the aesthetic configuration of organizational materiality-that is, the realm of organizational artefacts-to an intellectually rather than purely sensually or aesthetically structured mode of analysis. It may then be possible to understand the ways in which such artefacts are able to function as technologies of enchantment and, in doing so, to enrich our broader understanding of one of the ways in which organizations are able to produce and perpetuate preferred regimes of meaning through the material dimension of their operations.
The article commences with a brief, scene-setting overview of some of the literature concerned with questions of organizational performativity, which promotes the utility of aesthetics as a potential technology of market competitiveness and success. It then considers the emergence of two predominant strains of thought within the academically generated organizational aesthetics literature. The first adopts what I consider to be, owing to its largely ahistorical nature, an overly transcendental and thus romanticized account of the aesthetic as a particular mode of knowing and being in the world. This epistemological account of the aesthetic, grounded in what is considered to be its fundamentally embodied and thus non-rational capacity for unmediated access to reality, is then contrasted with a somewhat less prominent, but I would argue equally pertinent, approach, which adopts as its primary task a critical engagement with the aesthetic landscaping of organizational artefacts.
Although in broad sympathy with the aims and objectives of those associated with this second approach (and, indeed, equally respectful of the first approach), I then propose a supplementary but nevertheless informative approach to the critical analysis of organizational aestheticization-an approach grounded in the semiotic tradition of structural linguistics. Drawing in particular on the work of Barthes (1973 Barthes ( , 1977 , Williamson (1978) and Barry (1999) , I outline an alternative way of thinking about, or analysing, organizational artefacts that sets out to understand the ways in which such artefacts are made (i.e. simultaneously produced and enforced) to mean in a specifically aesthetic sense. In doing so, a case is made for an approach that relies on the proposition that it is indeed possible to engage rationally with aestheticization as a purposeful process and, in doing so, to analyse critically the structuring of such artefacts as technologies of enchantment. By way of illustration, the penultimate section of the paper presents such an analysis of the cover of a graduate recruitment document, leading to a series of critical reflections on both the aesthetic content of this particular example and the broader implications of such a method for the study of organizational aesthetics.
The Corporate Beauty Industry
The world of corporate organization has long had a fascination for the realms of art and aesthetic expression. As Olins (1989: 75) notes, as far back as 1907 a delegate to the meeting of the Deutsche Werkbund 3 exclaimed, with specific reference to the utility of art: 'Art is not only an aesthetic, but a moral force; the two together lead to the most important power of all: economic power.' Subsequently, throughout the development of industrial capitalism, organizations have sought to express their power and prestige through the construction of imposing corporate buildings and the design and display of impressive corporate logos and other media of organizational and product branding. The leisure industry has, in particular, exemplified this tendency, with the generation of a sense of awe and excitement integral to the services it provides. Ritzer (1999) , for example, points to the extravagant spectacles laid on by the great casinos of Las Vegas to counter the disillusionment and enervation people experience as a result of the increasingly ubiquitous rationality of modern life, and Bryman (1999 Bryman ( , 2003 has charted the ever-expanding influence of the Disney Corporation, with its emphasis on the aesthetics of branding, merchandizing and the front-of-stage emotional labour of its employees.
However, as I have noted elsewhere (Hancock, 2003) , over recent decades the belief that all types of organizational activities and products should be understood as sites of potentially profitable organizational aestheticization has become increasingly prevalent throughout the business world. If nothing else, the steady success of advertising and design consultancies such as St. Lukes and Internet-based image companies such as 3rd Space Design is testament to the seriousness with which many companies take the issue of establishing and maintaining a holistic corporate aesthetic, ranging from the design of office space (Gardner, 2001) to the utility of aestheticized training and induction regimes (Pollock, 2001) . Even smell has become an increasingly significant corporate player it would now seem, with companies such as Airomaco and Airomer providing both off-the-shelf and custom-made smells to its customers. Indeed, one newspaper report suggests that the pumping of lavender essence into a busy call centre was shown to have reduced staff sick leave and ill-tempered exchanges amongst colleagues (Matthews, 2003) , demonstrating that odour may yet become another important management tool.
This burgeoning field of organizational aesthetics has also been somewhat legitimized, however, by the publication of a number of managerially oriented 'how to' texts that set out to provide various plans and procedures by which both the individual and the corporate organization can redefine themselves in and through a commitment to the aesthetics of presence and presentation. Bixler and Rice's (1997) The New Professional Image, for example, is dedicated to explaining the significance of the aesthetics of self-presentation in all its forms for budding executives hoping to have a career-building impact within their workplaces and beyond. Here, the goal is to ascribe desired meanings onto the surface of one's body through the manipulation of everything from dress and grooming to deportment and the carrying of contextually appropriate accessories.
More significant, perhaps, is the work of, for example, Schmitt and Simonson (1997) and Schmitt et al. (1995) , who have attempted to reconcile the immediate realm of organizational aesthetics with that of the pop management genre. Adopting a broad definition of corporate aesthetics as 'a company's visual (and otherwise aesthetic) output in the form of packaging, logos, trade names, business cards, company uniforms, buildings, advertisements and other corporate elements that have the potential of providing aesthetic gratification ' (1995: 83) , Schmitt et al. carefully elaborate a range of techniques, practices and design plans aimed at generating particular and preconceived aestheticized relationships between the organization, its employees and consumers. This is achieved through the use of images, sounds, smells and textures designed to 'enrich' people's lives while achieving 'tangible value for the organization' (Schmitt and Simonson, 1997: 21) by creating increased consumer loyalty, the ability to charge higher prices for similar products, increased employee productivity, and the opportunity to impose aesthetic themes on their products/brands in an endeavour to 'express corporate and brand characteristics ' (1997: 124) . 4 An even more holistic approach is Dickinson and Svensen's (2000) Beautiful Corporations (subtitled Corporate Style in Action). Although also offering a carefully focused account of the importance of paying Uncovering the Semiotic Philip Hancock attention to issues of corporate style and beauty as 'prerequisites for success ' (2000: 4) , it places greater importance on generating a 'feel good aesthetic' that will encourage both consumers and employees to associate corporate beauty with goodness and decency, which in turn should cement loyalty and commitment in those same minds. Referring to the thoughts of Jamie Anley, a founder of the design and communication group JAM, this aesthetic ethic is reflected, they suggest, in the belief that it is more admirable for companies to invest in 'beautifully designed and made' staff uniforms than it is to spend even more on television advertising (Dickinson and Svenson, 2000: 40) . The object of the exercise then, or so it would seem, is to make organizations aesthetically meaningful in themselves; that is, to be aesthetic players on the broader sociocultural stage. More generally, however, what such literature alludes to is the broader realization that organizational aesthetics represents an appropriate site of managerial intervention and manipulation and, as such, has emerged as a legitimate realm for the pursuit of particularized agendas and the management of both organizationally and socially efficacious regimes of meaning and action.
Notwithstanding this apparent drive by elements of the corporate publishing world to cajole managers and other powerful organizational stakeholders into taking the matter of organizational aesthetics seriously, there has been far less of a comparable tendency within the more academically focused realm of organization and management studies. Certainly, the philosophy of aesthetics has increasingly contributed to the development of a theoretical corpus of knowledge within these disciplines. However, the primary focus of such work has tended to be how aesthetics may provide an alternative way of accessing everyday organizational life, rather than considering aestheticization processes per se, and it is this work I now want to consider.
The Aesthetic as Other
Whereas the importance of understanding the potential offered by aesthetics for the production and reproduction of particularized regimes of organizational meaning has not been lost on those with a more practitioner-oriented and thus performative approach to the subject, it has not proved quite so significant for those concerned with a more academic approach to the field of organization studies. As I noted above, this is largely owing to a tendency among those academics interested in the area to focus on the ways in which the aesthetic may suggest to organizational researchers an innovative and uniquely sensitive epistemological resource, one capable of providing a far more intuitive and immediate understanding of organizational life and practice (Strati, 1990 (Strati, , 1992 (Strati, , 1996 (Strati, , 1999 (Strati, , 2000 Höpfl, 2000; Linstead, 2000; Carr, 2003) . Perhaps the leading figure associated with this approach is Strati, who, although far from blind to the material aesthetics of organization, 5 has for the most part focused on the aesthetic as a 'form of human knowledge' (1999: 2), Organization 12(1) Articles an 'epistemological metaphor' that 'problematizes the rational and analytic ' (1999: 7) . Such ideas are equally prominent in, for example, Linstead's (2000) call for a 'poetics of organization' that through 'the precision of negativity and non-sense . . . offers to open up the field of organization studies to the broader field of human understanding', or Carr's (2003) assessment of the aesthetic as a critical mode of cognition that, drawing on the work of the Frankfurt School, challenges the reflexivity of more traditional modes of organizational theorizing.
Although such work is both informative and potentially critical of the construction and perpetuation of narrowly conceived regimes of organizational meaning, my concern is that it tends to depend on a somewhat romanticized envisioning of the aesthetic: it is posited as a mode of experience that is somehow untarnished by the conceptual structures that dominate our intellectual relationship to the world. That is, the aesthetic is itself, somewhat ironically, conceptualized as the Other of modernist rationality-embodied, sensual and, due to its mimetic character, without the conceptual structures of a formal, linguistically grounded rationality. 6 Yet, to understand this, one has only to trace back the history of the concept and the role it has played in Western philosophy. In Ancient Greece, Plato in his great Republic is perhaps most renowned for his denunciation of the subversive nature of art and the banishment of artists and playwrights from his ideal state. But this was based not on art's oppositional qualities per se, but rather on art's inability to represent authentic aesthetic experience because this was, in his view, to be found only in the apprehension of beauty, which was itself a Form-'unaffected by the vicissitudes of change and decay' (Plato, 1987: 277) . A similarly romantic, if differentially grounded, account of the aesthetic was to be found in Aristotle's later account of the value of art in his Poetics (1996) . Here it is posited as a transcendent source of knowledge, one capable of delving beneath the abstract rationality of simple thought and thus able to articulate universal truths about nature and the human condition. This view perhaps reached its pinnacle during the popularity of Romanticism in the 18th and 19th centuries.
It was not until the 18th century, however, and with it the dawn of what we largely now take to be modernity, that aesthetic experience was actually conceptualized and firmly ascribed the status of a unique epistemological resource. I refer here to the oft-cited work of the German philosopher Alexander Baumgarten (Eagleton, 1990; Williams, 1983; Strati, 1999) , who invoked the term for his two-volume work on sensuous experience and the realm of beauty (Aesthetica, 1750 -8, cited in Williams, 1983 .
7 Implicit in Baumgarten's deployment of the term was the proposition that the aesthetic clearly represented an epistemological faculty, one concerned with our sensuous and corporeal perceptions of the material world rather than our intellectual rationalizations. It is this particular conceptualization of the aesthetic that subsequently proved to Uncovering the Semiotic Philip Hancock be particularly popular amongst a number of later philosophers and social theorists, most notably Friedrich Nietzsche (1990 Nietzsche ( , 1993 . Nietzsche acknowledged the role that reason had played in the progress of human civilization, but he believed that humanity must transcend the limitations reason has placed on it, limitations that in part are the result of reason's attempt to blind us to the sensual, corporeal aspect of our being, an act that in turn prevents us from knowing the world as it is and recreating it in line with our authentic desires. Thus, although in his earlier writings on the origins of Greek tragic drama Nietzsche conceptualized art as the playing out of the enduring struggle between the Apollonian drive towards order and reason and the Dionysiac realm of passion and chaos, he later came to the view that, for humanity to realize its potential, the aesthetic must itself transcend this conflict, not only in the realm of art but in every aspect of our being.
Central to this radical yet romanticized conception of the aesthetic as a potential site of resistance to the stupefying consequences of abstract rationality was the embodied nature of such experience. As Grosz (1993: 57) observes, it was the body, not the mind, that achieved the status of the 'intimate and internal condition of all knowledge'. It was the body, untamed and sensual, that offered a potential counterpoint to the cognitively ordered regime of modernity through its capacity to experience the immediacy of the material world and express the spontaneity of the mimetic 8 impulse, rather than seeking to distil all experience through the intellectually ordered imperatives of a systemic rationality. More recently, such romanticized anti-modernism has resulted in the aesthetic emerging as the conceptual cornerstone of a range of theoretical analyses that have sought to celebrate contemporary consumer society and the eclecticism and hedonism that have come, in some quarters, to be associated with it. Social aestheticization, whereby the cult of acquisition and experience has come to predominate, has provided people who were previously excluded from the rampant pleasures of niche consumerism with what Featherstone (1991) , for example, believes to be a moment of opposition to the instrumental rationality of contemporary Western culture. The ability to consume creatively offers, or so he argues, new opportunities for those who 'have a sense of adventure and take risks to explore life's options to the full, who are conscious they have only one life to live and must work hard to enjoy, experience and express it ' (1991: 59) .
For Maffesoli (1996) , however, the aesthetic suggests more than a response to the experiential ills of rational modernity. Rather, he considers it to represent a solution to what he believes to be the steady decline and ultimate death of the much valorized individual of modern philosophy. Modernity, and its contractual relations between sovereign individuals foreseen by the likes of sociologists such as Durkheim (1984) , although in terminal decline, is thus offered new hope by the emergence of what Maffesoli terms communities of feeling-a social configuration that he describes as an 'aesthetic paradigm ' (1996: 10) . Contractual ordered social relations and the rule of law are increasingly aestheticized as we move bravely towards a sensual mode of social solidarity, 9 one that is mediated through the symbolic and proxemic, in terms of both action and artefact.
It is such accounts of the aesthetic-as an epistemic Other of modernity, one that 'problematizes the rational' and offers an alternative mode of cognition (Linstead and Höpfl, 2000: 1) -that have undoubtedly made it such an attractive resource for those seeking to pursue an anti-systemic or post-rational agenda in the field of organization and management studies. Its anti-intellectual and profoundly sensual mode of knowing seems to offer the promise of a means both of sharing and of articulating the spaces between the layers of rationality that appear to comprise so much of everyday organizational life.
Although such accounts are not without either merit or, indeed, philosophical credibility, nevertheless they would seem to me to run the risk of generating certain limitations of understanding. For, by restricting the aesthetic to the somewhat romanticized realm of the mimetic-of the reflection of a non-conceptualized state of Being-they are left either unwilling or unable to engage with the ways in which aesthetic experience is frequently generated in and through practices or technologies that are rationally constituted within a specific sociocultural context. In Adorno's (1973) terms, theorists associated with such approaches allow themselves to consider the materiality of the aesthetic to be identical to their own conception of it, abstracted from an environment that constantly seeks to reduce the aesthetic to an instrumentalized expression of a preferred set of meanings or understandings, and thus undermine its own analytical potentiality.
Furthermore, such epistemically oriented accounts also generally fail to consider the ways in which aestheticized practices or technologies can serve as significant mediators of identity formation. Modernity and the rise of social sciences, especially sociology (Cooley, 1964) and social psychology (Mead, 1967) , have increasingly led to a realization that the subject is itself the outcome of a myriad of social forces and relations that, at the very least, provide the raw material through which a sense of self-identity emerges. More recently, the impact of post-structuralist thought (Foucault, 1977 (Foucault, , 1980 on organization studies has thrust to the fore the relationship between subjectivity and the effects of corporate culturalism and associated managerial interventions in the more affective aspects of workplace life. Often, this relationship has been formulated in terms of what Knights and Willmott (1989) conceptualize as a process of subjugation through which certain organizationally desirable modes of identity are clearly prioritized over others (see Alvesson and Willmott, 2002) , or as an attempt to regulate the ongoing intersubjective process of identity formation through a redefining of mediating phenomena. These phenomena are frequently characterized by their aesthetic qualities, such Uncovering the Semiotic Philip Hancock as organizational space, physical artefacts or even the bodies of those whose subjectivity is itself engaged (Hancock and Tyler, 2001a, 2001b) . It is with such issues in mind, therefore, that this paper attempts to reclaim the importance of understanding not only how the aesthetic can provide a unique window on the organizational world but, equally, how that window can itself be designed and assembled so as to provide a very particular and ordered vista.
Material Engagements with Aestheticization
The above consideration of the trajectory of the aesthetic within organization studies should not, of course, be considered exhaustive. Although it is perhaps not as prominent as the epistemological metaphor, an alternative approach to the question of organizational aesthetics, one that seeks to engage with its actual materiality, has figured within several notable, if less-cited, contributions. It is not always explicitly acknowledged, but the perspective that tends to underpin this work frequently owes much to Gagliardi's (1990 Gagliardi's ( , 1996 concern with the aesthetic qualities of organizational artefacts. By artefacts, he specifically refers to those products of human action that, by virtue of their very materiality, possess the capacity to be moulded and presented, or, in his terminology, landscaped, in such a way as to generate a specifically aestheticized regime of meaning or pathos. Because of this capacity, such artefacts share the ability to 'influence our perception of reality, to the point of subtly shaping beliefs, norms and cultural values' (Gagliardi, 1996: 575) and represent, therefore, potentially powerful ideological media. Thus, for Gagliardi, the realm of the aesthetic can be understood to represent what he terms the 'fourth level of organizational control' (as against the three previously indicated by Perrow, 1972 10 ), which is 'exerted by operating on the sensory conditions and premises of action, and of which artifacts are the vehicle and expression' (Gagliardi, 1990: 33) . Central to this account, or so it would seem to me at least, is an implicit concern with the ways in which such artefacts are semiotically encoded in a uniquely aesthetic sense through this landscaping process.
Accounts such as those by Witkin (1990) of corporate spatial design, by Carter and Jackson (2000) of the aesthetics of war graves, and even of employees' bodies in Hancock and Tyler (2000) , Harding (2003) and Witz et al. (2003) all provide examples of the ways in which various forms of artefacts are landscaped or structured so as to project what appear to be organizationally desirable regimes of meaning. Research into the aesthetic dimension of organizational or corporate architecture has followed a similar path. For example, Berg and Kreiner (1990) analyse corporate buildings as symbolic resources, exploring the role such buildings play in the projection of particularly constituted organizational identities acting as 'symbols' or 'markers' of 'status', 'potency' and 'good taste', to name just a few. More recently, Kersten and Gilardi (2003) have argued that contemporary corporate architecture remains instrumental in main-taining organizational order and control through the generation of an aesthetic of efficiency and the concomitant exclusion of disorder and distraction; and Dale and Burrell (2003) point to the anaesthetizing qualities of such organizational architecture, which in turn contributes to the generation of an anaesthetized subjectivity, one perfectly suited to control from above and between.
What also unites such work, however, apart from the focus on the structured materiality of organizational life, is its capacity to challenge the somewhat romanticized ideal of the aesthetic as a space capable of sustaining a largely non-conceptual, or simply embodied, experience of organizational life, one shorn of the rationalizing imperatives commonly associated with contemporary corporate activity. Rather it looks to consider and expose the ways in which even the most enchantingly aestheticized of environments needs to be understood as deeply enmeshed within structured regimes of meaning-that is, the aesthetic production of meanings that are capable of serving the ideological requirements of the organization (in terms of, say, recruiting high-calibre staff, generating efficient working practices and enticing potential clients and suppliers) as well as actually meaning something of significance to the people with whom the organization seeks to communicate. Such meanings must therefore be able to mediate aesthetically between the object domain of such artefacts and the subjective domains of organizational leaders, designers and the like, and of employees, consumers and other 'stakeholders'.
In the remainder of this article, I argue for, and illustrate, the utility of a method of analysis that provides those interested in processes of organizational meaning-making with a systematic yet aesthetically sensitive approach to understanding the ways in which the aestheticization of organizational artefacts and activities functions at a structural level. That is, by adopting an aesthetically sensitive and semiotically informed method of analysis, I suggest that it is possible to grasp not only what organizational artefacts mean but perhaps more importantly 'how they mean' (Williamson, 1978: 17; emphasis in the original).
Towards a Semiotics of the Aesthetic
Essentially, what I am proposing here is a method of thinking about and analysing the ways in which the purposeful aestheticization or, as Gagliardi (1990 Gagliardi ( , 1996 describes it, landscaping of organizational artefacts can contribute to their 'ability' to generate particular regimes of organizationally contrived meanings. In doing so, I broadly draw on a number of resources, including the critical or structural hermeneutics of Thompson (1990) and Morrow and Brown (1994) , the semiotics of Peirce (1932) , Barthes (1973 Barthes ( , 1977 and Williamson (1978) and, more recently, the attempt by Barry (1999) to develop a semiotics of meaning in art. Such an endeavour is, of course, inevitably interpretive and therefore subjective-not least owing to its subject matter. However, its frame of
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reference is grounded within a profoundly cultural context, one that allows at least the possibility of a degree of intersubjective communication and consensus. That is, it is made possible by the ways in which its subject matter functions by tapping into a reservoir of shared meanings and culturally located aesthetic categories and experiences, and ordering them into particular, though often temporary, constellations of aestheticized signs and signifying relations.
As I have noted above, this work is set within a broadly critical hermeneutic framework (Morrow and Brown, 1994 ) that, although acknowledging that texts of any kind are ambiguous, seeks to understand the meanings they generate when encountered in a particular sociocultural context. Similarly, the particular semiotic method I am promoting here aims to explore the meaning-making actions of corporate artefacts in terms of not only their symbolic form but equally their aesthetic form. Drawing on the work of Barry (1999) and his reformulation of the work of Saussure and Peirce, this approach considers not only the formal semiotics of language (i.e. the representative function of signs) but also the semiotics of the aesthetic. For Saussure, signs, which are the basic units of communication, are constituted through the relationship between a signifier (a physical imprint or an articulated sound-a sensory artefact-such as a picture or a word) and a signified (the concept that this particular signifier denotes). For example, a road sign with the image of a horse is able to communicate the idea of the presence of horses to us only because it combines that physical inscription of a horse with the concept of a horse to which it relates in our culture. Without that culturally specific relationship, the sign would in effect be meaningless. As Williamson (1978: 17) notes, however, such a division is merely analytical and 'in practice a sign is always thing-plus-meaning'.
For Peirce (1932) , this relationship between signifier and signified can be conceptualized through three distinct, but frequently overlapping, modes of representation:
• Iconic-the signifier refers to the signified through physical resemblance; for example, 'woof' actually sounds like the noise a dog would make, thus signifying such an animal.
• Indexical-the signifier refers to the signified through a relationship of cause and effect; for example, an image of frosty fields refers us to the cold weather that caused it.
• Symbolic-the signifier refers to the signified through a culturally located convention; for example, in ordinary language 'house' signifies a type of building people live in.
In addition to these, however, Barry (1999: 3) adds a fourth category, that of ostentation. Derived from the work of both Eco and Goodman, Barry uses this term to denote a signifier that refers not to a single signified but rather to a class of which it is a member or to the properties associated with that class. So, for example, the image of a telephone could be held to signify all telephones or the particular characteristics of a telephone, with its mouthpiece, earphone and the like. It is this particular addition that enables the semiotician to look beyond what is often simply the iconic relationship between a particular representation and what it signifies, and provide the additional element required to establish a semiotics of aesthetic meaning. This is because it looks beyond the specificity of the signifier/signified relationship and draws our attention to the ways in which the aesthetic itself is a medium of generalized meaning, whereby certain constellations of signifiers can communicate a class or regime of aestheticized experience. Thus, by applying a contextually sensitive semiotic, it is possible to understand not only what organizationally located artefacts mean aesthetically, but also how they mean what they mean-exposing the largely rational and indeed purposeful element of organizational aestheticization.
The Rhetoric of the Aesthetic 11
Take, for example, the cover image of a PriceWaterhouseCoopers (PWC) graduate recruitment brochure (Figure 1 ). I am sure there would be little disagreement that this is a visually striking and undoubtedly thoughtfully designed image. The 'sophisticated' black and white photographic imagery foregrounds an attractive young person, who is juxtaposed with the background image of what was, certainly at the time of its publication, a new and sophisticated re-design of an automobile classic, all set in an attractive natural environment and framed by a rich gold border. The byline and company logo are also carefully designed and located to provide the necessary anchoring information while remaining relatively unobtrusive. It is, overall, a very attractive and rather enchanting image. This should not in itself come as anything of a surprise, of course. Such brochures are generally designed to attract individuals to the particular companies they 'represent' during highly competitive events such as careers days, undergraduate fairs and the like, when the venues will be awash with signifying artefacts and aestheticized paraphernalia. Thus, where possible, artefacts such as this must seek to communicate comprehensively in the most direct and accessible way possible by generating a positive and attractive aesthetic-a feel good factor-that, at the very least, draws the potential recruit into finding out more about the opportunities offered by the company. I would like, however, to elaborate a little more on what I take this particular image to be communicating and just how it goes about doing it. Primarily, what is interesting is that it does not need to say anything about the company directly (apart from its name). The meaning, both symbolic and aesthetic, is held at the level of connotation, relying for communication on a number of symbolic and ostended relationships. At the denotative level, the images are straightforward of course: a young woman, a car, and some grass and trees; that is, a number of iconic signifiers that almost anyone could interpret at that level. However, such
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an analysis comes nowhere near to explaining the force or impact of the materiality of the document. To uncover this we need to delve a little deeper into the connotative and indeed ostended meanings encoded within it. First, at the symbolic level, we have the subject of the central photograph. This is not simply a photographic representation of a young female of the human species, but rather a symbol of health, youth and potential achievement-the very kind of person, of course, such a document would ideally be targeted at. The car, a new Volkswagen Beetle, is 
42
Organization 12(1) Articles more than simply a petrol-driven mode of transport; by virtue of its model and contemporary design (not to say the sunshine glint on the nearside front wing), it is the symbol par excellence of success and upward mobility. The photograph is then finely framed in a band of gold, itself a symbol of wealth and success, with perhaps a hint of luxury and (romantic?) permanence.
Nor must one overlook the important role played by the linguistic element of this particular cover in anchoring the meaning of the above imagery. The primary elements are the byline 'Graduate Opportunities' and the PriceWaterhouseCooper logo, both of which anchor the connotative meanings to a particular and desired reading. In this case, if one aspires to the kinds of value underpinning the above regimes of meaning-most notably potential success and the material rewards that accompany it-then PWC is the company with which to train and establish what will in all likelihood be a 'permanent and meaningful' relationship.
What though of the primary tagline, 'Developing, naturally'? I would argue that this particular text serves to anchor the aesthetic generated by the image as a whole, through the combination of the individual signifiers discussed above and the form and composition of the image combined through the semiotic process of ostentation. As such, the composition of the image brings together a gold-framed shot of a naturally attractive healthy-looking young woman, sitting on a grass slope on what appears to be a bright sunny day, and, in the background, the VW Beetle, notable in particular for its curvaceous design and, thus, naturallooking lines. Our eyes are immediately drawn to those of the young woman, who is staring straight at us, 12 and to her clearly healthy and happy face. The foregrounding of this woman-young, healthy and relatively unadorned-sets off the background image of the car, which, although it suggests material aspiration by virtue of its style and the angle at which it is juxtaposed to the subject, is nevertheless itself harmonized with nature owing to its design and the way in which it blends with its surrounding environment through the reflection of the trees and vegetation in its light and shiny body. Nor does anything in the image impose limitations on the woman's aspirations.
The spatial possibilities offered by the (apparently) countryside location and the shot of open sky above and beyond the car (which itself is pictured on an upward trajectory) connote unlimited career and thus material and possibly spiritual rewards. The woman's apparent sense of physical and natural relaxation also suggests a more general state of personal harmony with both her natural environment and her material aspirations. It is here that the tagline 'Developing, naturally' provides a point of anchorage, albeit connoted. This sense of harmony draws us to a sense not only of the inner harmony that can be achieved by working for this particular organization, but more importantly of the very naturalness Uncovering the Semiotic Philip Hancock of the aspiration to do so and then to reap the rewards that are symbolically connoted within this particular image (and indeed the rest of the brochure). The document as a whole thus seems to suggest (or ostend, to use Barry's term) a feeling or sense of complete naturalness or natural harmony. To work for PWC, to aspire to the VW Beetle and all that goes with it, is the natural thing to do, as evidenced by the apparent health and contentment of the young woman who, we assume, has already taken that step.
Nature, Mythology and Meaning
As I stated at the outset, the purpose of this article was to make a case for a semiotically driven analysis of how meaning is aesthetically inscribed on and through organizational artefacts. That said, however, I feel it is also incumbent on me to say at least a few words about how one might develop a more critical account of the particular image in Figure 1 and the artefact it defines. As I have suggested above, I consider that the natural, and thus inevitable and largely immutable quality of career aspiration and success is the overriding, though not of course incontestable, regime of meaning generated by the aesthetics of this particular image, and indeed the document as a whole. 13 This particular document can thus be understood as an exercise in what Barthes (1973) described as mythologization. That is, through a combination of linguistically structured sign systems and an equally encoded formal composition, the appearance of the document is capable of transforming (in this specific case, quite literally) 'history into nature' (Barthes, 1973: 140) . Career aspiration, the desire for material goods and the relationship between this and the achievement of health and happiness are effectively dehistoricized and given over to an enchanting sense of timeless nature, in that nature signifies both the relationship in itself and the immutable quality of that relationship. The immediacy of this effect is multiplied by the equal attention given both to form and composition as well as to the signifying effects of the particular elements of the whole artefact. The document as we experience it in its most immediate form ostends a relationship between itself and the general categories of well-being, beauty permanence and success, anchored by the linguistically embedded signifying systems and the cultural expectations of the opportunities promised by a career with PWC.
To make meaning, therefore, depends not only upon the structuring of experience through such artefacts but also on the actual structuring of the relationship between subject and object, which generates the terms of engagement within the context of the encounter. The naturalness of the desires evoked by this particular artefact is already asserted in and through its composition and the cultural resources we bring to our experience of it. We do not need to 'read' it; the meaning reaches beyond the everyday faculty of rational apprehension, and in its own naturalness it enchants us into accepting that which it so 'evidently' is. Undoubtedly, there always remains the space for the polysemic reading. What we bring to the artefact is almost as important as what we take from it, and what we perhaps have here is a record as much of the author as analyst as of the object as analysed, although hopefully a persuasive one.
Conclusion
In this article, I have argued for and attempted to illustrate the utility and critical potential of an aesthetically sensitive, semiotic approach to the interrogation of organizational artefacts. As such, my aim has been to shift away from what might be considered an overly romanticized conception of the aesthetic, one that currently has gained a certain degree of prominence within the field of organization studies. It needs to be stressed, however, that this should not be taken to suggest a complete rejection of the critical potential of the aesthetic as a mode of apprehending and critically engaging with the world. Nor can its implicit contribution to any consideration of lived materiality be overlooked. Nevertheless, in part it has been the objective of this paper to caution against fetishizing the aesthetic-the positing of the sensory realm as somehow above and beyond rational intervention and structuring-and ignoring the value of understanding the mechanisms by which meaning is generated and social action mediated at not only the symbolic but also the aesthetic level.
To illustrate this point I have provided a simple example of a semiotically informed analysis of a particular form of organizational artefact, a graduate recruitment document. I have argued that this artefact contributes by virtue of both its content and its form to the maintenance, or naturalization, of a particular value set that seeks to locate the historically specific conception of a professional career and the material rewards it may engender within the realm of an idealized conception of (human) nature and its timeless order. Such an approach does not need, however, to be limited to the analysis of what one could perhaps term 'art-like' images such as photographs or illustrations. Its applicability extends to the analysis of any type of organizational artefact or collection thereof, or indeed organizational processes such as the labour of employees, that possess the capacity to generate an aestheticized mode of experience.
14 Of course, semiotics is not everybody's cup of tea. For example, it is often accused of being both highly subjective and grounded unnecessarily in the discourse and ontological attitudes of an objectivist science. Certainly, in relation to an understanding of the aesthetics of such a document one may well be accused of taking an unduly and inappropriately systematic and intellectually ordered approach to understanding something that remains somehow above and beyond mere reduction to a relationship between signifying forms and symbols. Indeed, in many respects such a structural approach may be adjudged to 'embody' some of the worst aspects of the atomizing urge so eloquently dissected by Dale (2001) . Nevertheless, and crucially I would argue, what a semiotic approach to the analysis of organizational aesthetics provides us with is a means of engaging with and decoding 'or uncovering' the aestheticization of meaning and, thus, an alternative and potentially critical way of knowing organization. This approach does not take the rhetoric of the aesthetic entirely at face value, but rather subjects it to a critical analysis that is designed both to expose its internal workings and to evaluate the pervasiveness of its constituted meaning.
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1 Throughout this paper I differentiate between what I consider to be intellectual cognition and aesthetic or sensual cognition. The former refers to the established Enlightenment notion of cognition, most notably prominent in the field of anthropology, which refers to the act of thinking and knowingan activity that is, therefore, governed by intellectual principles and the more or less developed faculty of reason. Aesthetic cognition, on the other hand, refers to what Hutcheson (1725 Hutcheson ( /1973 understood as a way of knowing and understanding the world that is the result of an embodied and thus nonrational faculty, and yet at the same time is more than simply the brute experience of sensory stimulation. This is not, however, to suggest a simple duality; the point is that both modes of cognition comprise cognition as it is, and it is the sociocultural valorization of one over the other that has constituted the duality as a real phenomenon. 2 As such, it is envisaged as contributing to the more general study of organizational culture and its management. 3 The Deutsche Werkbund (German Work Federation) was formed in 1907 by a group of industrialists and designers as a response to the belief that the industrialization and modernization of Germany had led to poor-quality and unattractive commodities, which in turn threatened Germany's cultural and economic success. It sought to improve the national product through combining the efforts of artists, industrialists and craftsmen and involving them in all dimensions of design from craft work to mass production. Disbanded in 1934, the Deutsche Werkbund was revived after the Second World War and is still in existence. 4 A prominent example of this strategy given by Schmitt and Simonson (1997) is that adopted by the coffee shop chain Starbucks which, they argue, has created not only a series of product outlets but aesthetically constituted spaces that are as much a part of the product as the coffee itself. Thus, through a combination of plush furnishings and fittings and a warm coffee/ chocolate colour scheme, supplemented by young and engaging staff, an attractive and consistently applied product identity (logo, colour scheme, etc.), stylishly labelled and presented products and a use of space that, where possible, generates a sense of intimacy, Starbucks has succeeded in creating Organization 12(1) Articles
